Izvleček: Giovanni Battista Cocciola je bil ita-
in several articles, 3 and especially in her critical edition of Cocciola's collected works.
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To the facts and hypotheses offered by Bieńkowska I have been able to add a few details. Giovanni Battista Cocciola was born in Vercelli (in Piedmont). This information comes from the title page of his concertato motets from 1625. 5 He must have come to the Polish-Lithuanian Commonwealth before 1606, because in that year he was in the service of the bishop of Warmia, 6 Szymon Rudnicki (who held this office from 1604 to 1621). An inscription in the Alto part of the composition Tribulationes cordis mei provides information on Cocciola's employment at the court of the bishop, who was himself a lover of music: "Joan. Battistae | Gozzolae Mus.
[ici] | R [everendi] s Episc[opi] Varmen[sis] | Ao. 1606." This manuscript, held by the University Library in Uppsala, 7 originates from the Jesuit College of Braunsberg (today, Braniewo in the diocese of Warmia) and was probably stolen by Swedish troops during their invasion in the years 1626-1629. Cocciola's activity at the bishop's court may have been linked to the reform of liturgical singing in the Warmia diocese, which was overseen by Adam Steinhallen, a student of Annibale Stabile in Rome who was earlier associated with the Polish royal court. Steinhallen could have asked Cocciola to help him with this reform. The religious character of Rudnicki's court 8 could have encouraged Cocciola to compose church music requiring a smaller number of voices. It is worth noting that in the monumental organ tablature created between 1620 and 1640 in the Cistercian monastery in Pelplin 9 (likewise in Royal Prussia) there is at the very beginning of the manuscript a series of fourteen vocal religious compositions by Cocciola for two and three voices, to which a further three pieces were added later.
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It seems possible that these come from a lost collection of musical works by him, one either printed or planned for publication.
The exact year when Cocciola arrived in the Commonwealth is unknown. Irena Bieńkowska offers the plausible hypothesis that he was recruited by the court of King 3 Bieńkowska, "Ukształtowania drobnoodcinkowe"; Bieńkowska, "Polychoral Works of G.
B. Coccciola"; Bieńkowska, "Religious Works of Giovanni Battista Cocciola"; Bieńkowska, "Concerti ecclesiastici". 4 to Gedani", which denotes a pair of partbooks printed in quarto format by an unknown Gdańsk printing house. One should remember that at the turn of the sixteenth and seventeenth centuries the first demonstration of compositional skill was often the publication of a set of madrigals or canzonettas. We may suppose that the lost edition mentioned above was the formal initiation of Cocciola's career as a composer. The fact of its publication in Gdańsk (in Royal Prussia) may be associated with Cocciola's activity in that area, although the secular nature of the compositions suggests that they were connected with the environment of the royal chapel of Sigismund III rather than with the court of Bishop Rudnicki.
Before 1619 Cocciola had apparently committed to print a collection of smallscale motets, which are mentioned by Michael Praetorius in his Syntagma Musicum.
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When Praetorius discusses -among other things -the meanings of the terms motet and concerto, which are applied interchangeably, he gives examples of their use by various authors, and -most intriguingly -mentions Cocciola as a member of a group of composers who have written pieces for a small number of voices (from one to five) and called these "Motetti". Today we do not know of any publication of this kind by Cocciola. Of course, any such collection must have been issued no later than 1619. It seems likely that Praetorius was referring to Cocciola's lost collection of small-scale motets inscribed in the organ tablature from Pelplin.
In the same year, 1619, a catalogue of the publishing house of Alessandro Vincenti was printed. In the section numbered XII, consisting of "Messe a più voci con il basso per sonar", there is mention of "Messa, motetti Cociola à 8". 14 This information was inaccurately recorded in the late eighteenth century by Ernst Ludwig Gerber, who stated that already in 1612 Cocciola had published in Venice one motet and an eight-voice mass with basso continuo in quarto format. 15 The date given by Gerber seems questionable. We can be certain only that Cocciola's collection must have been printed before 1619. No copy of this publication has come down to us. We may, however, suspect that the fourteen double-choir motets by Cocciola copied into the Pelplin organ tablature originate from the print in question. 16 From at least 1623 Cocciola was a choirmaster at the court of Leon Sapieha (1557-1633), one of the most prominent politicians and diplomats in the Polish-Lithuanian Commonwealth. This man established the power of the Sapieha family and brought it into the political elite of the Grand Duchy of Lithuania. From the end of the sixteenth century Sapieha maintained a private musical ensemble with over twenty members. In 1589 he received the title of Chancellor of the Grand Duchy of Lithuania. Published in 1625, Cocciola's collection of concertato motets entitled Concentus Harmonici is connected with Sapieha in his post of Chancellor. However, already in February 1623 Sapieha was raised to the even higher position of Palatine of Vilnius, and in July 1625 he became the Grand Hetman of Lithuania. All these circumstances allow us to believe that Cocciola must have started working for Sapieha and initiated the preparation of the collection before February 1623. 17 Bieńkowska suspects that Cocciola joined Sapieha's court around 1612. 18 The collection of 1625 contains 20 compositions for a small number of voices (from one to five) plus organ. The title page describes the author as chapel master of the most illustrious Lord Leon Sapieha, Chancellor of the Grand Duchy of Lithuania. 19 The print originated from the publishing house of Pierre Phalèse in Antwerp. It is worth noting that the composers working in the Commonwealth rarely published their music there because of the underdeveloped state of music printing. If any of them was fortunate enough to find a patron willing to finance the publication, it was entrusted to a printer either in Italy (Venice or Rome) or in the Netherlands, as in Cocciola's case. The Concentus Harmonici collection was offered for sale at the Frankfurt Book Fair in the autumn of 1625 and also in the spring of 1626. Göhler, "Die Messkataloge", 37. there is no certain information about Cocciola's activities. Perhaps he was already in the service of Sapieha in Vilnius. Maybe he attempted to obtain a position at the court of Archduke Ferdinand in Graz. He could have counted on the mediation of Giovanni Andrea Cocciola, at that time still in archducal service. Or perhaps he sought financial support from Archduke Ferdinand for a further publication? In the first quarter of the seventeenth century a nucleus of talented Italian composers -Asprilio Pacelli, Giovanni Valentini and later Tarquinio Merula -worked in the royal chapel of Sigismund III. Perhaps in this environment Cocciola did not come up to scratch, and he had to settle for work in less prestigious ensembles, such as those in the chapels of bishop Rudnicki or Leon Sapieha. Hence, perhaps, his efforts to secure a post in Graz, where, however, it was equally difficult to find rewarding employment. In 1616, after thirteen years of service, the castrato Giovanni Andrea Cocciola quitted his post and made plans to return to Italy. The reason was stated to be his poor health and the unsatisfactory financial conditions. There is no more information on Giovanni Battista Cocciola's subsequent musical career. The date and place of his death remain unknown.
Cocciola's compositional achievements centre on four musical genres: canzonettas, polychoral motets, masses and small-scale concertato motets (see table 1 ). Cocciola devoted most effort to the composition of concerti ecclesiastici for a small number of voices, a genre that corresponded perfectly to the needs of typical ensembles of that time. It was also this kind of work that was published in the anthology Parnassus Musicus Ferdinandaeus. Although it is known that concertato motets -still harking back strongly to the polyphonic motet style -were being composed in Poland around 1610, the number of surviving sources for this type of music is very small (some compositions by Mikołaj Zieleński and one by Asprilio Pacelli fall into this category). Against this background Cocciola's compositions form a large and important group. They give the opportunity to observe, how -gradually -the Renaissance motet was replaced by compositions of newer type.
In the two printed anthologies (of 1615 and 1627) we find two fully preserved threepart concerti ecclesiastici with basso continuo. Twenty pieces, at present incomplete (only the Basso part has come down to us), were published in 1625 (probably with a first edition in 1621) under the title of Concentus Harmonici Ecclesiastici. Around 1700 the same print formed part of the famous Ballard collection. From its description we learn that it consisted of five partbooks in quarto format.
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Among the manuscript sources of Cocciola's music the most important place is occupied by the great organ tablature from Pelplin. As I mentioned earlier, this tablature contains his seventeen small-scale concertato motets, the first fourteen of which were inscribed in an uninterrupted sequence at the start of the manuscript. They are ordered according to the number of voices. First come the pieces for two voices, then the three-part compositions. An analysis of the Pelplin tablature establishes that its principal copyist drew upon printed music available to him in order to form the collection.
22 Accordingly, he sometimes copied a largish number of works by the same author. The ordering of Cocciola's works in the manuscript suggests that he simply copied them directly from a print that today is missing, and which I would identify with the one to which Praetorius referred in 1619. So this collection, assembled before 1619, could have contained works for two, three and four voices with basso continuo. Cocciola's known musical legacy belonging to the genre of the concertato motet comprises forty-three pieces preserved in manuscripts and prints (see table 2).
Table 2
Cocciola's church concertos (43), for 2-5 voices and organ in print (22) The Pelplin intabulations of Cocciola's concertato motets constitute incomplete testimonies. The copyist wrote down only the vocal parts, although -of course -on their basis any organist could have created an appropriate accompaniment. The existence of an original organ part is confirmed by a manuscript copy (shelfmark 40063) held by the Jagiellonian Library in Cracow. This is a continuo partbook containing a couple of hundred compositions by various authors, including fourteen by Cocciola. As many as eight of these have concordances in the Pelplin tablature, while three others correspond to works contained in Cocciola's print of 1625. The continuo part fits perfectly the vocal parts inscribed in the tablature. The need for an organ accompaniment is clearly apparent when we examine the texture of certain compositions, such as, for example, Tibi laus, tibi gloria (see Figure 1) . The instrumental basso often doubles its vocal counterpart, but it sometimes becomes an independent instrumental accompaniment resembling Viadana's continuo parts.
Only two printed concerti ecclesiastici by Cocciola are preserved in complete form. One is an Ave mundi spes Maria from the Parnassus Musicus Ferdinandaeus anthology.
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This composition calls for three vocal parts ("due canti e basso") plus organ, a combination very typical for the time as well as for Cocciola himself. Ave mundi spes Maria shares most of the features of his other concertato motets, which form a fairly homogeneous group. In that composition one can still observe strong links to motet-like techniques characterized, among other things, by the equal status of the voices, the use in them of imitation alongside frequent parallel motion and the presence of rather long melodic phrases. On the other hand, however, the piece is distinguished by the use of quite bold contrasts of setting and texture, obtained through the abundant deployment of concertato technique, as well as by alert, but not over-radical, subordination of the music to the words. Its strophic text is taken from a medieval sequence addressed to the Virgin Mary (see table  3 ). This begins with praise of the Mother of God as benevolent, radiating hope and goodness. The second stanza refers to Christ and the Virgin's care for him. The third stanza is a plea to Mary as a ruler able to comfort any believer, even one immersed in sin. The text is marked by interesting changes of affect. One way in which the composer mirrors those changes occurs on the level of modality. In the last stanza he introduces the notes B and C sharp which lie outside the principal G-Hypodorian mode, as well as clausulae peregrine leading to A and E, which result in commixtio tonorum. Changes in the scoring and texture, which occur after each verse, bring into relief not only the structure of the text but also its meaning. This is aurally evident from the very start of the piece. Cocciola makes great use of word-painting, such as for the exclamations employing the repeated word "Ave", which appear in the two Canto voices in echo fashion. For "ave plena […] omnis bonitas" (bar 7) all the voices appear together. At "tu quae sola" (b. 15) Cocciola introduces a short solo for Canto I alone. It is easy to discover textually illustrative rhetorical figures such as a kathabasis for the words "in peccatis" and a saltus duriusculus for "consolare".
Although the expressive means used by Cocciola in Ave mundi spes Maria are not avant-garde, they evidence his general knowledge of the concept of musica moderna. Even if his European career was rather brief and circumscribed Cocciola played an important role in the process of transplantation of the Italian idea of the church concerto into the territory of the Commonwealth.
Music example
Giovanni Battista Cocciola, Tibi laus, tibi gloria, from the Peplin tablature (transcription by Aleksandra Patalas) 
